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Nuria Enguita

The exhibition “Infrathin” is the result of Inma Femenía’s investigation 
on perception as shaped by digital media, and the resulting 
experience of physical reality. A perception that is understood as 
a tool that modifies the appearance of forms, and that Femenía 
attempts to capture by using different surfaces. The artist approaches 
the agreed limits of what is perceptible, and furthers them in order 
to remain on that threshold and reveal new modes of perception, 
informed by the light of screens and its temporary reflection on things. 

The processes of pixelation, wear and dissolution of images in 
our screens echoes a vanishing reality that is reconfigured as if it 
were a shadow theatre. This “digital” approach brings us to Marcel 
Duchamp’s notion of “infrathin”: moments relating to the physical 
body and to space, extracted from the lightness of daily life, and in 
which the true essence of art can be found, such as the warmth of 
a surface where someone has been sitting, the sound made by the 
fabric of a pair trousers while walking, caresses, or a drawing made by 
steam or breath on a polished surface, mirror or glass.   

In this project, Femenía presents a series of works created specifically 
for the spaces of Bombas Gens Centre d’Art, together with others 
that are part of the Per Amor a l’Art Collection. Light is the absolute 
protagonist in all of them, not just in the process of their creation and 
conception, but also in their staging, which plays with the natural and 
artificial light of the exhibition halls. Processes such as UV printing on 
industrial materials result in an organic appearance, an iridescent skin.

In Femenía’s work, light printing and the investigation of the materiality 
of digital technology are perfectly matched by her manipulation of 
materials. The light she extracts from the screens is no longer two-
dimensional; it has become an object, as well as a witness of an action 
carried out by the artist, which gives it both warmth and tension. In this 
exhibition the viewer is a key component, invited by Femenía to be part 
of the show as a body that walks and moves, turned into a participant 
in the act of perception, obliged to face her reflection in the simulated 
screens, her retina forced to make an effort and led to feel uneasy 
about the process. 

Lastly, “Infrathin” is also the result of Fundació Per Amor a l’Art’s 
support and commitment to the work of young artists; one of the 
foundation’s goals is the promotion of artistic practices that explore 
diverse visual languages. Besides a desire to engage with the artistic 
context and to make its collection, built under Vicent Todolí’s advice, 
available to the publics through Bombas Gens Centre d’Art, the Fundació 
Per Amor a l’Art is also responsible for social projects: the Centre Jove, 
which works with teenagers in vulnerable social contexts, and a research 
area dedicated to Wilson disease and other rare diseases.
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On the Edge of  
What Is Perceptible 

Inma Femenía  
and Julia Castelló
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During the summer of 2019, while working on the concept and final selection of 
works for Inma Femenía’s “Infraleve” (“Infrathin”) exhibition at Bombas Gens 
Centre d’Art, we had a conversation in which she shared her working processes, 
her references and her relation to materiality as channelled through digital media. 
In “Infraleve” the artist presents a series of works that reflect her earlier practice, 
such as Mehr Light! (More Light!), Black Mirror, Hold (derived from an earlier piece 
titled Free Fall), and a new version of Liminal, accompanied by others created 
specifically for the exhibition, such as Transversal. The diversity of materials with 
which she works, her reflection around light within exhibition spaces, the materiality 
of the digital and the staging of the body are some of the issues that emerged in 
the conversation. 

Years of thinking, seeing and investigating have led me to treat 
the materials according to their intrinsic qualities. I’m specially 
interested on those with which the light of our environment 
interacts, such as metal and plastic, because I specially appreciate 
its reflective and transparency qualities. I try to explores ways to 
call attention to the way these properties of light-matter respond to 
our gaze – a gaze that is shaped by the digital. For example, when 
metal is heated a chromatic range appears. You could say that is 
the starting point for the In Tension series, even though in this case 
I represent the chromatic qualities through a digital process – UV 
printing. At the end, the result makes reference to the perception 
that the limits between the physical and digital realms are merging. 
But, in fact, I use PVC because of its transparency: I’m interested 
precisely in the absence of colour, because as a support it makes 
my interventions tangible. These properties clearly couldn’t be 
guaranteed with paper as a support.   

Julia Castelló

Inma Femenía

For your exhibition at Bombas Gens Centre d’Art, you are working on Transversal, 
a new commission made of PVC that will take over one of the exhibition halls, 
and which plays with the natural and artificial light of the centre. This work shares 
with the others in the exhibition an investigation about the ways in which we may 
approach and capture the light from the digital realm, and from our contemplation 
of daily life. In your work you apply such range of colours to different materials, 
and this brings me to the question of the materials you choose. I’d like to know why 
you opted for aluminum and PVC instead of, for example, creating monochrome 
surfaces on paper. I ask this because colour and light have been one of the key 
issues for Western painting. So why not using pictorial methods to give shape to 
your investigations? 
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The topic of materiality is fascinating today, and I would like to return to it later. 
But before I would like to refer to an idea that I find very interesting: that the digital 
world goes beyond the screen, and the way you relate this to our perception of our 
surroundings. For example, in your studio there was an image of the agricultural 
fields that inspired one of the works you’re working on. 

I’ve always thought that a trait shared by many artists is the 
constant interpretation of the world around us. My gaze is always 
connecting the matters I’m investigating with the phenomena and 
environments through which I move every day. During the journey 
from my house to my studio I leave the city and take roads throught 
the agricultural fields on the north of the city; there I find different 
colours, densities, masses and textures in each allotment, depending 
on the crop, the time of the year, the techniques being used… I find 
this ongoing and fast changes fascinating.  

During that journey I also perceive how time degrades and modifies 
the state of materials, such as the plastic sheets that are used for the 
greenhouses or to protect some crops. Their use and display outdoors 
transforms and degrades them, showing the passage of time, 
describing a process that recalls the digital image and its becoming 
in the new materiality defined by the Internet, the virtual realm and 
our efforts to maintain its fragility. These are reflections that have 
resulted in very specific works, such as Free Fall or Hold. The latter 
is inspired by an industrial plastic that I found in one of the journeys 
through the fields, which despite being folded and secured by a very 
specific structure, had been worn out by the passage of time, creating 
a very symbolic ensemble. I find its relation to the current state of the 
digital image interesting, the contrast between the attempt to make a 
support persist and its unavoidable degradation because of the fierce 
contemporary use and its flow within time. 

JC

The relationship to the viewer you mention is fundamental precisely 
because, seen from close distance, these works may reveal their 
production process, and through this I try to share with the observer 
the perceptual phenomenon behind each individual case. I try to 
take into account those different ways of looking throughout the 
process of producing the works, precisely because I’m interested in 
inviting the spectator to be part of them with her dislocations and 
movements. This tridimensional component is actually becoming 
increasingly important in my work, because it brings with it nuances 
that involve space, its relation to technology and the perceptual 
interpretation of this new materiality.  

I’m also interested in another aspect: the industrial use that is 
associated to metal and plastic. I feel confortable working with 
them, and with the effects of the digital systems and my physical 
manipulations. Responding to your question about the pictorial, I 
must say that I believe there is a direct relation between classical 
capture of light and colour and my artworks, and my earlier works 
had in fact an important pictorial component. 

Well, my starting point is the fact that the digital world is no longer 
only behind the screen. In fact, it is related to our daily experience, to 
memory and to recognition. To our perception, using just one word. 
Because of that, when I look at nature, at materiality, I find relations 
to digital language. 

In my work, this sort of fusion is produced through colour, and also 
through image. For In Tension colour is the clear reference: the 
colours we perceive in our environment are mimetised by digital 
chromaticism (hexadecimal, RGB or CMYK). I want to point out that 
the natural phenomenon is being interpreted through direct digital 
printing on the surface. Additionally, I like to evidence the processes 
the material has gone through, to underline characteristics that 
are specific to printing, such as constructing colour with separate 
inks. In order to do this I modify certain aspects of the execution 
processes, such as the distance between bolsters and support. So 
when observing the result in detail, the separation of colours typical 
of the digital weave may be perceived. 

IF

IF

JC What about the process of working on the gaze shaped by the digital? For example, 
In Tension, the series you just mentioned, is made of sculptural pieces that from the 
distance appear to be monochromatic, and suggest to those who encounter them 
that they’re going to see their image reflected on them, as if they were modified 
screens. I’m wondering how relevant the reception of the work is for you, and how 
this process of creation eventually concludes in the modified support. I say this 
because the issues you investigate belong to a two-dimensional realm.
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Another of the pieces you’re developing for the exhibition is titled Hold, 
and revisits an earlier piece called Free Fall. Hold will be set in dialogue 
with one of your most recent works, Mehr Licht!, which might relate to 
Hito Steyerl’s theories on the “poor image”. The starting point is part of 
a LED advertisement screen, which you place out of scale and context. 
Poor images, according to Steyerl, “are poor because no value is assigned 
to them in the class society of images. […] Their lack of resolution is a 
testimony of their reappropriation and displacement.” How do you interpret 
this notion of “poor image” in your work? 

We must remember that capturing reality through machines is a 
constant occurrence in our daily life, and this offers us new ways of 
experimenting the world. Our gaze overcomes its limitations and is 
expanded through the machine’s retina. It could be said that the result 
is not a simple representation of reality, but a new expanded reality.

Our perception mechanisms, the semiotics of the digital image, 
and how the image adapts to the representation forms that the new 
technologies allow are obviously issues in my work. For example, 
Free Fall intends to make visible the becoming of the digital image, 
an image that is increasingly conditioned by our need to connect 
and the speed of our exchanges. I also wanted to show the fact that 
the quality of the video surveillance images and their reading in real 
time bring images toward abstraction. This is how I understand the 
concept of “poor image”, and explore its lack of fundaments for the 
future, because it is increasingly conditioned by the communication 
processes of dissemination in real time, uploading, downloading, 
editing and compressing. 

IF

IF

JC

JC Black Mirror will be presented in this same room.

Yes, Black Mirror looks at the daily aspects of the presence of 
technology, through the spectator’s reflection on a piece of black 
methacrylate that simulates a screen that hasn’t been turned on, 
and that separates the psychical and virtual worlds. The screen gains 
an interesting additional dimension in this exhibition, as it is placed 
in front of Mehr Licht! Its reflection will multiply the depth of the 
projected colours, and will surround the visitors who enter the second 
exhibition hall of “Infraleve”, making them participants in the work. 

Elsewhere you talk about inviting the spectator to relate to your work through 
routes within the exhibition space. When we discussed the display of your works in 
the exhibition halls of Bombas Gens Centre d’Art, you insisted on the spectators’ 
movement. It is as if each space in which you show your work were a challenge. 
How do you address this? Taking into account your play with the spaces where you 
exhibit your work, I’d say that you adapt your works to them – or at least that has 
been the case at Bombas Gens. In fact, there is a number of contemporary artists 
who work with a new materiality after the arrival of the Internet, of the screens, the 
virtual world, and who feel the need to always work in response to a location. Do you 
think there’s no point on working differently? 

Working in response to a specific location makes it possible to 
relate the work with the space and the spectator, although I 
obviously don’t think this is the only way to work. In my case, it 
helps me see the projects better, and it has become increasingly 
important to consider the place that is going to be intervened with 
the intention to create environments. Each time I start to develop an 
exhibition the first thing I do is a study of the space, and I construct 
a maquette. For Bombas Gens Centre d’Art I’ve reproduced the 
exhibition halls 3 and 4 in a 1:20 escale, and this is allowing me to 
experiment with the proportions the works could have there. 

In fact, making a maquette is fundamental for my conception 
process: it helps me glimpse how I can tackle the space, and test 
how the spectator could relate to the work from her perspective and 
in relation to the architecture. I also need to display on my studio 
walls all kinds of work materials, such as notes, drafts, fragments 
of materials or images. They are materials that directly or indirectly 
relate to the work I’m making, always orienting the work space 
towards the concepts that structure the project. 

IF

JC
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Let’s return for a moment to the matter and materiality of your work. You give 
your investigations, your works, a new skin that reflects an irony camouflaged as 
naivety. This is the case with other contemporary artists, such as Pakui Hardware 
or Neringa Vasiliauskaitė, who develop their work around the relationship between 
materiality, technology and economy, in relation to how matter becomes an 
obstacle to technological development. In your case, the reference to the body is 
perceived in the manipulation of materials: for example, the use of rubber refers to 
a second skin with which to create tension and new perceptions. But there’s also a 
reference to robotics, automatisation, algorithms… Do you feel there is a group of 
contemporary artists influenced by the virtual world and the screen, who share an 
imaginary located somewhere between reality and fiction, and who have the need 
to approach reality through material objects? 

I actually think there is a current in contemporary art production 
that has the representation of reality through technology as 
its defining element. It’s apparent for me that any physical 
manifestation is inherently associated to its representation in the 
virtual realm, its spectre, that travels, is consumed and degrades in 
specific channels, such as the Internet, the networks or the screens. 
And this is actually a discursive element shared by contemporary 
artists working in all media. The shared imaginary, the diffuse 
threshold between the material and the immaterial, as well as its 
relation to the accelerated daily life predicted by Paul Virilio, give 
form to a specific paradigm that is not easy to escape. This brings 
me to Ernesto Francalanci’s idea that vision is complexified when we 
confront the physical or material reality and the digital or simulating 
immaterial reality: the simulating reality has made the passage 
through a perceptive window possible, to offer an immersive and 
sensory journey inside a world with no physical light. 

This notion of reality makes our connection to materiality a 
very interesting area of work. In my case, this ranges from 
memories of the body, such as the skin, to natural phenomena, 
including iridescence, transparency or fragmentation of light, or 
approximations to the industrial realm and its idiosyncrasies. In 
fact, automatisation, algorithms and digital processes are present 
both within the genesis of the materials I work with, which originate 
mostly in industrial manufacturing, and in the way I manipulate 
them, be it through UV printing, inks or varnishes.  

IF

JC

In Mehr Licht! you abandon mathematics, the use of photographic techniques,  
the search for a gesture on the surface, and instead take a fragment of an 
advertising screen and place it directly inside the white cube, at an uncommon 
distance, out of scale, to investigate once more the effects of light. So the poetic 
gesture becomes a political gesture. 

In the encounter with my work the sensorial experience often 
predominates, but I am really interested in provoking the spectator’s 
reflection, so the works are indeed subject to political or social 
interpretations beyond the mere visual experience. At the end, my 
work always emerges from reflections connected to social realities 
and shifts, to the way they take shape in our near environment. That 
is why Mehr Licht! refers to the ecosystem of big cities and their 
centres, where the presence of large screens and their light emissions 
attract the attention of the passers-by and influence their behaviour. 
Placing an LED screen inside one of Bombas Gens’s exhibition halls 
is a gesture that exposes how digital light impregnates the spaces 
beyond the content of the advertisements. This is the reason for the 
unusual position of the work within the room, which doesn’t allow for 
the advertised content to be seen: we only perceive the environment 
generated through the properties of colour and its reflection on the 
surfaces. I’m interested in sublimating an experience away from the 
typical noise of these advertisement platforms, an experience in 
which light and colour play the key roles. “Mehr Licht!” are believed 
to be the last words Goethe uttered before passing away — words 
that seem to me specially premonitory, that anticipate the reality in 
which we find ourselves.  

IF

JC
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And the body?

I do think there is a very close relation to the body in this type of 
works. I work on and manipulate the materials using my own body, 
in order to take them to the limit of their possibilities. The large 
formats I use give me a direct and physical relation to the material, 
forcing folds in the materials or tensing the rubber until new volumes 
emerge. I’m looking to achieve a fusion that provokes disquiet in 
the spectator, generating new body/works and making her reflect 
through perception and her existing conception of those materials. 
Such duality between the digital and the organic is present in all 
my works; the physical dimension appears here through direct 
manipulation. For example, the folds I create on the metal with the 
weight of my body wouldn’t be the same if they had been generated 
by a machine. My body gives the metal some life and warmth, and 
so the metal acts as the witness of an action.

IF

IF

JC

JC To come to a close, I’d like to talk about the exhibition title. We considered several 
possibilities: liminal, threshold, interval… and ended up with “infrathin”, which 
translates Marcel Duchamp’s concept “inframince”. For him infrathin is an image 
on the verge of disappearing, an allegory on forgetting: delicate events such as 
the smell of the smoke of a cigarette or the steam caused by your breath on a 
polished surface… In short, moments pulled from the volatile daily life that Duchamp 
considered the true matter of art. The task would be to allow for the contemplation 
of subtle phenomena that, because of their fugacity, escape the still eye.

A title, it seems, must synthesise an exhibition’s narrative, and therefore we are 
talking about concepts that must in some way be related to your own narrative. 

One of the concepts I’ve been recently working with and that seems 
to provoke a lot of through is “liminal”, which became the title of an 
installation I presented in early 2019 at The Flat – Massimo Carasi 
gallery in Milan. In psychology, “liminal” is used to characterise 
that which is within the limits of what can be perceived by our 
senses. I think many of my works come close to those limits: I try to 
expand them until I’m positioned on their threshold and may then 
reveal new modes of perception. Considering I work with small 
shifts in imperceptible scales that influence our perception of the 
environment, we could say the dimension Duchamp defined as 
infrathin is in fact often present in my recent works.  
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